At the Introduction to this volume, Caroline Turner's essay foregrounds the dramatic shifts in the world of contemporary art at the closing decade of the twentieth century and the new significance of contemporary Asian art within this. As Turner and other authors in this volume have described, the art world began to admit a variety of contemporary art practices from all over the globe, not least Asia, with contemporary Asian art now a thriving presence in international exhibitions. Indeed, alongside Asia's renewed influence in matters of global economics and politics, it has likewise been impossible to ignore Asia's revived cultural influence in the world. This includes the explosion of contemporary art from Asia-the now ubiquitous and striking array of avantgarde, experimental or transforming art practices, which communicate not only the vitality of contemporary Asian art practice, but also reflect the rapidly changing social circumstances of Asia.
Part of the motivation behind Asian art production in the twentieth century was to explore the possibilities of the new Asia and the new art and, in turn, to assert its place in the global art landscape and help convey the new Asia to the world. As the essays in this volume suggest, there is now, however, an increased focus on Asian art for Asia itself, not only so as to continue to nurture and develop a self-defined vocabulary for Asian art, but also increasingly, to address issues of local and regional relevance to Asian societies and to communicate such issues to local and regional audiences-audiences now more accustomed to contemporary art as a feature of urban Asian realities and an increasing part of Asia's newly established cultural industries. Highlighted in Oscar Ho's essay in this volume is the growing attention being given to 'cultural' development within Asia, most strongly demonstrated by newly established cultural projects supporting developing cultural industries and creative economies across various parts of Asia, 2 with contemporary art being a key part of this. Moreover, as Charles Merewether's essay in this volume registers, contemporary art offers a means for developing new transnational networks across Asia, encouraging renewed regional connections across national borders and divides of colonial making. In addition is the variety of new intercultural projects that work with and through the diversity of cultural difference within the region: in this volume, the 'West Heavens' project, the focus of Chaitanya Sambrani's essay, and the Japan Foundation 'Under Construction' project mentioned by Turner, are key examples of such transnational and intercultural, regional initiatives that at the same time argue for Asia-based exhibition frameworks and perspectives. Meanwhile, projects such as the ' Asia-Pacific Triennial of Contemporary Art' exhibition, discussed by Turner and Pat Hoffie, and Asialink's art-focused intitiatives in Asia discussed by Alison Carroll, point to continuing Australian interest in engaging with Asia's contemporary art and the strengthening significance of Asia's art to international audiences in the twenty-first century.
Indeed, the changing circumstances of Asia and its art, as the authors in this volume have suggested, also bear relevance for the world, necessarily showing Asia as enmeshed in, even increasingly at the centre of or directing, global currents and transnational networks. Politics, the economy, and environmental issues, for instance, may relate directly to local Asian concerns, but also have consequences for the world and international engagements with Asia. Similarly, as Asian art has taken hold in Asia, it has also captured international attention and affects currents of international art. In this sense, as essays by Marsha Meskimmon, Francis Maravillas and Jacqueline Lo highlight, Asian art exemplifies the conditions of 'contemporary art' practice in that it simultaneously speaks to both local and global concerns, is capable of communicating and connecting with audiences near and far across borders of all kinds, and is distinctive in its emergence from or influence by particular Asian cultural contexts of production with concurrent relevance and relation to the world.
In the following, I reflect on new currents of contemporary Asian art and exhibition in the twenty-first century, highlighting the concerns of a new generation of Asian artists, new issues expressed via art, and new modes of art practice and exhibition with regards to Asia. In so doing, I draw from the various themes and arguments explored throughout the essays in this book as a means of reflecting on Asian art's histories, presents and futures.
Reflections on Contemporary Asian Art: Then and Now
The Malaysian artist Liew Kung Yu participated in the seminal international art exhibition, Cities on the Move (1997 Move ( -1999 . 4 This travelling mega-exhibition presented some of Asia's rising contemporary artists alongside architects and filmmakers, seeking to show to largely European audiences the circumstances of Asia's dramatically changed societies and urban landscape under intense industrialisation and globalisation in the late twentieth century. Like other key exhibitions of this time, such as the New York-based Asia Society's Contemporary Art in Asia: Traditions/Tensions (1996) , it also sought to situate Asia's artistic landscape as part of contemporary currents in the world, moving beyond Western stereotypes of an unchanging, traditional and exotic Asia devoid of contemporary art.
Liew's contributions to the exhibition reflected Malaysia's newly prosperous economic status in the mid-1990s as one of the rising ' Asian tiger' economies-a position that was famously argued by then Malaysian Prime Minister Mahathir Mohamad as resulting from unique ' Asian values'. Liew's installation Pasti Boleh/ Sure You Can (1997) 5 comprised five photo-collage 'trophies' presented in neatly gift-wrapped glass vitrines, and reworked the symbols of Malaysia's economic strength and global status in the race to be 'bigger and better'. These trophies straddled a long stretch of red carpet and suggested the treasured monuments and achievements of the modern Malaysian nation. Among the icons of Malaysian modernity appropriated by Liew were the Kuala Lumpur Tower and the famed Petronas Twin Towers-the latter notable for being the world's tallest skyscrapers at the time of completion in 1999. But Liew's artwork was not necessarily an unequivocal celebration or veneration of Malaysian progress, since its garish vision of the newly urbanised Asia might also be read as a parody of all things shiny and novel: indeed, at the end of the red carpet, visitors were met with a monstrous if alluring idol of modernity at this symbolic altar of progress. Bearing the sign 'Vision 2020', it heralded the further progress of the Malaysian nation striving towards the future. (2012) depicts some of the massive concrete bridge structures that define Malaysia's cityscapes, but this is a deserted landscape, an urban dystopia, unpeopled and lifeless. Far from the busy, colourful kitsch of Liew's imagination, this is a grey, barren and ominous scene with apocalyptic overtones. A faded sign greets visitors with 'Selamat Datang' ('Welcome'), provocatively recalling a former thriving cityscape that is now decayed and abandoned. The enormous sixpart panel also addresses formalist concerns of painting, with its ripped canvas spilling onto the gallery floor, reminding its audience of the connectedness of contemporary art to issues of everyday reality. Eventually the façade of the new must give over to the old, as surfaces fade, begin to crack and peel off to reveal the plain and often brutal realities of everyday life, mimicking the economic collapse, which affected many parts of Asia in the late 1990s, and which demanded a re-examination of the dreams and hopes for Asia's futures.
Liew and Phuan's works together reflect the twin contrasting images of Asia at the beginning of the twenty-first century which have recurred throughout this volume: on the one hand, Asia is characterised by glitzy spectacle, glittering skyscrapers, dazzling prosperity and all things new, the excitement and thrill of modernity, economic progress and development; on the other, by degeneration and regretful loss of the old and the past, the disappearance of traditions and former ways of life, the continuing political and economic struggles of everyday people and ongoing socio-economic disparity between the rich and the poor, the urban and rural classes. As with artists of the past, contemporary artists of this century provide us with critical reflection on the positive and negative aspects of living in present-day Asia. Increasingly artists are attentive to the antinomies of progress, and present these contradictions in their art as part of the everyday conditions of Asian experience in the twenty-first century. Often this is so as to highlight multiple and overlapping perspectives on Asia's stories-its presents and futures, its distinct and shared experiences-and to register Asia's modernity as an unfinished project of diverse possibilities and potentialities. In a kind of fantastical, surrealistic self-ethnography the artist casts herself in the role of a bride and she and her surrogate groom wander amid the ruins of this derelict landscape, as if ghosts in a suspended future, out of time and place. In their dreamlike wandering they evoke the kinds of trauma that people endure following such natural disasters. In fact, the artist went to visit the Sichuan countryside in search of a location for her real-life wedding, but was met with a still severely dishevelled landscape a year on from the earthquakes, despite government reports suggesting the area's restoration and resumption of order. In the photographs, the wedding couple represent the hopes and dreams of the community that once peopled this landscape, longing for the reappearance of a familiar place they once called home, but their romantic attempts seem futile. Human interference, followed by environmental destruction, has rendered the landscape barely recognisable. Yet, as with much of Chen's art, hope and will are registered through the artist's intimate and personal attempts at reconnection with this place and, always, there is some beauty to be revealed or made anew. As with Liew and Phuan, Chen illuminates the consequences of development, thus registering commonalities of experience across contemporary Asian societies and between the motivations of artists as they reflect present-day social concerns in Asia.
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Contemporary Asian Art: Asian and International Currents
Exhibiting Asian Art
As I intimated earlier in this epilogue, exhibitions of Asian art have been a major focus of this book, discussed especially in essays by Turner, Sambrani, Hoffie, Ho and Carroll. As Turner's essay discusses, besides country-focused or thematic exhibitions, a burgeoning number of Asia-based art biennale and triennale exhibitions-major international recurring exhibitions 6 -sprouted across Asian urban centres in the 1990s, which prior to then were only to be found in Japan, India and Bangladesh (Tokyo Biennale, 1952 -1990 ; Triennale India, 1968-; Asian Art Biennale Bangladesh, 1981). Many of these act as important sites for the exhibition of contemporary Asian art to international audiences, some even arguing their mutual influence in shaping the new Asian art markets. As the Biennial Foundation describes, 'Biennials have become, in the span of a few decades, one of the most vital and visible sites for the production, distribution, and public discourse around contemporary art.' 7 The new Asiabased biennales have not only attracted international curatorial expertise, but also increasingly, the creativity of a new force of Asian curators, and new intraAsian collaborations and networks. 8 These globalised art exhibitions have been key driving factors in encouraging new kinds of contemporary art, with art and artists constantly on the move as part of developing global trajectories of art production, exhibition, and cultural exchange projects.
9 Undoubtedly, globalisation has played an enormous part in shaping contemporary art everywhere.
New Asian Art Markets and Cultural Industries
Asian art has also acquired a spectacular new commercial value in global markets, arguably at such an accelerated and commanding pace as to now be a dominating influence on the kinds of art being produced and in shaping artists' careers. Part of this stems from the emergence of art markets that are based in Asia itself and which have developed as a result of new Asian prosperity among the upper middle classes. This increasingly commercially valuable art is registered especially in the unprecedented exhibitions of Asian art in major commercial galleries in the United Kingdom and Europe, such as the London- 
Independent and Localised Engagements
Alongside the commercial growth of Asian art, a phenomenal array of new art galleries and museums has been established across Asia. These include commercial spaces, state-supported projects, private initiatives, artist-run initiatives and independent projects. The government-supported M+ museum in Hong Kong, as Ho discussed in his essay in this volume, seeks to be a centre for the collection and exhibition of 'local' art (see Ho, this volume); the Gillman Barracks in Singapore serves as a contemporary art hub connecting diverse art galleries and a Centre for Contemporary Art; and the National Art Gallery Singapore as a centre for modern South-East Asian art. Alongside these larger state-supported projects, the presence of smaller independent or 'alternative' initiatives has been instrumental in nurturing contemporary Asian art, a point also emphasised by Ho. This was especially so in the 1990s when, throughout Asia, there was far less state-supported infrastructure or even interest in contemporary art.
14 Together these initiatives form a dynamic intra-regional network for alternative art practices across Asia that are concurrently embedded within transregional, global art networks. 15 While such independent initiatives are often short-lived or shift in their 'alternative' value, the relative longevity of these in the Asian context is testimony to their vital part in the contemporary art scene.
Despite the force of the art market, or perhaps because of its influence, a new generation of artists is embedding itself in community-based art activities, which are often removed from commercial imperatives. This kind of art, typically connecting with and engaging everyday communities as participants and creative agents in the art-making process, resonates with the 'relational', 'participatory' or 'collaborative' art engagements variously theorised and famously debated in art circles by Nicolas Bourriaud, Claire Bishop, Grant Kester and others (see also Maravillas, this volume suggested the particular relevance of a socially engaged art practice within the Indonesian context: 'The resulting art installation is known as participative art. In this type of art, the participation of the public is vital.' 17 These types of performative, community-engaged, participatory practices are witnessed in the work of other contemporary South-East Asian artists as early as the 1960s and 1970s-for instance, the Conceptual art forms signalled by Merewether in this volume-and some have argued their distinctive affinities to traditional SouthEast Asian cultural practices. 18 The turn to community via contemporary art is particularly pertinent in the twenty-first century as contemporary art becomes a more familiar communicative tool and popularised cultural practice in Asian societies. Whereas prior to the 2000s the communities for contemporary art in Asia arguably targeted more elitist and art-specific audiences, the last decade has witnessed an increased mainstreaming of contemporary art in public spaces. 19 Harsono initiated a public curatorium entitled In Memory of a Name, inviting participants to reflect on the memorialisation of names. 20 The project took inspiration from his previous artwork Rewriting the Erased (2009), a film depicting Harsono repeatedly inscribing his original Chinese name, responding to its erasure under the Suharto regime when Indonesians of Chinese descent were forced by government decree to adopt 'Indonesian' names. This action was also demonstrated in his subsequent film-performance Writing in the Rain (2011). Australian artist Elly Kent, a participant in Harsono's curatorium, in turn developed her own participatory conversation project: Née (Born As) invited participants to tell and stitch the stories of their namesnames 'left behind, names "embraced"' 21 -registering the social, material and affective significance of art to illuminate forgotten histories and to communicate narratives of shared human experience between people across cultures.
Projects such as Edge of Elsewhere can be situated within the familiar frame of international exhibition projects which seek dialogue between cultures. Unlike traditional nation state-to-nation state exchanges or collaborations emphasising the display of one culture to another, however, a new stream of collaborative projects seeks to create more experimental and flexible platforms for art's production and exhibition within and by localised communities and emphasise art's possibilities for everyday, grounded community engagement. This return to community and local concerns is a means of redressing the oversights of global and regional views in cross-cultural projects where a localised basis can afford different perspectives. Edge of Elsewhere foregrounded the value of the localised community in representing suburban community perspectives on globalisation's massive cultural transformation affecting people and major cities in all parts of the world. This intersection of the local, national and global demonstrates 'important new models for placing communities at the centre of contemporary art development …', 22 which in turn illuminate the everyday realities and cultural entanglements of Asia's diasporas, migratory flows and their legacies in all parts of the world. As mentioned at the Introduction (Part 2) and as Lo discusses in her essay in this volume, 4A Centre for Contemporary Asian Art 23 has established 
Transnational Vectors, Responding to the World
The art-focused essays by Meskimmon, Maravillas, and Lo in this volume point to contemporary Asian art practices that are deeply informed by specific issues of localised meaning, but which at the same time respond to and resonate with transnational issues and audiences. The focus of Wong Hoy Cheong's art has over the last few decades constantly shifted between local concerns of Malaysia and South-East Asia, and issues of transnational, global relevance, including the significance of Islamic identifications around the world following the September 11 terrorism attacks of 2001, and the subjecthood of contemporary migrants and refugees in a world of intensified globalisation and continuing global conflict.
What remains an ongoing thread in Wong's practice is his illumination of power struggles that are inherent to identity formation, whether in Malaysian or wider global contexts. In so doing, he reveals themes of human connectedness across cultures reflecting the multi-layered cultural positioning of people. For the Australia-Malaysia collaboration, The Independence Project 24 (Gertrude Contemporary Art Spaces, Melbourne and Galeri Petronas, Kuala Lumpur) Wong offered a work that, at first glance, bore no relationship to Australia-Malaysia cultural crossings. He presented his film Aman Sulukule Canim Sulukule (Oh Sulukule Darling Sulukule) (2007) , first shown at the 10th Istanbul Biennial, the result of his time working with children of the Roma community of the Sulukule quarter in Istanbul, Turkey. By positioning this work as part of The Independence Project, Wong also set up a deliberate cultural 'transfer' of sorts, situating the Australia-Malaysia collaboration in the 'third space' of Turkey, thereby reinforcing issues of universal, transnational human concern and connection. By bringing disjunctive regions into proximate dialogue on seemingly distant global concerns, Wong's projects rather reveal the intersection and adjacencies of local ), presented in Tokyo, was inspired by the elaborate and hyper-real plastic food replicas displayed in the windows of Japanese restaurants. Harsha's installation, however, replicated traditional Indian meals-of curry, rice and beans served on a banana leaf. The meals were laid out on the floor, the scene suggestive of the aftermath of a mass banquet, where everyone has been served the same meal, but experienced it uniquely, with different 'leftovers' at the meal's end. Alongside each 'meal', lay a white mat imprinted with the imagined diner's feet, a further individual trace left behind. In this linking of Japanese and Indian cultures, the artist suggests the human commonalities and differences in the aesthetic and ritual patterns of food consumption, but also highlights both individual and shared responsibility in global consumption and waste. 
And the Future?
How do we think through the futures of contemporary Asian art? If Asian art at present shows general tendencies to the past, uncovering hidden histories and remembering forgotten stories, the essays in this volume suggest that it often does so as a means of understanding the present and to carve a trajectory for the future.
Contemporary artists point to shared future concerns, especially via tropes of memory, time and history. They invoke common issues of life and death, youth and ageing populations, the surreal experience of rapid development, and consequences for the future. Critical scholarship about Asian art has challenges in keeping apace with the changes in Asia and developments in art. Neverthless, significant critical dialogue, inquiry, documentation, and historicisation of contemporary Asian art occurred during the 1990s and earlier via the important work of key art historians, curators, institutions, organisations and journals for instance, forming pioneering work which must be built upon. As essays in this volume by Turner, Clark, Sambrani and Ho emphasise, there continues to be a widening field of art historical work that takes into account the important modern and contemporary art histories of Asia and which, up until recently, was overshadowed by hegemonic Western art histories.
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Academic work and other scholarly enquiry regarding Asian art is certainly being increasingly pursued, especially as a gradual accumulation of Asian art documentation now demands critical reflection. Moreover, the historical lack of public resources and support to develop art history departments and professional arts and culture training programs in many parts of Asia 28 is being challenged at the beginning of the twenty-first century, via a mounting desire across the region to match the rapid growth in the cultural industry sector with locally based knowledge and expertise (see Ho, this volume). Exhibitions have themselves been a significant site for the generation of critical knowledge and documentation about contemporary Asian art. Indeed the educative and critical purpose of exhibitions-including their catalogue essays, related symposia and conferences and reviews-has been instrumental in the development of critical dialogues for the field of Asian art. 29 Art writing often develops in tandem with art exhibitions. Notably, the task of writing about Asian art is often one undertaken by those who also curate Asian art or are practitioners of it, connecting art practice, curatorship and art writing. 30 One of the key questions for Asia now is how to encourage creativity within society at large. As a number of Asian governments establish new cultural initiatives, it has been argued that a critical education is lacking not only for the development of art and other creative expertise within Asia itself, 31 but also for the development of creative minds that are able to contribute to rapidly changing societies via new ways of creative thinking and solutions. Related to this, the influence of commercial imperatives has led to serious concerns in some sectors about the future of contemporary Asian art as having less to do with creative integrity and urgent social issues and instead concerned with the demands of commerce and fashion. 32 Reflecting on the changing conditions of 'creativity' through the phases of industrial to post-industrialisation, cultural theorist Sarat Maharaj has argued for a necessary reconfiguring of 'creativity' in order to reclaim its generative potential. Maharaj contends that 'as the "conditions of creativity" undergo change today, they have increasing bearing on what we consider as "work"-how we define labour, knowledge, creativity and art practice.' 33 Recognising the newly institutionalised and instrumentalised relationship of art to the assembly line growth of the 'knowledge' and 'cultural' industries in advanced capitalist societies, he poses the question, 'In the "creativity pandemic" where almost all activities are increasingly revamped as "creative" is anything actually so?'. 34 As Maharaj also reminds, not everything in the universe is wrapped up and regulated. Despite the machine rhythms of industrialisation and the regulated strictures of capitalist economies, creativity keeps doors open. 35 The conceptual art of Pak Sheung Chuen involves subtle interventions in Hong Kong's everyday urban reality. Pak's performative-piece Waiting for everyone to fall asleep (2006) involved the artist's contemplation of everyday life within a 13-storey apartment complex at Hong Kong's Sham Shui Po area. There, the artist stood outside from 10.38 pm until just past 5 am, recording the visual play of lit and unlit windows patterned across the face of the building at various times throughout the night, as tenants gradually turned off their room lights and presumably went to sleep. The concrete and glass of an ordinary apartment complex became infused with humanity as Pak took note of the persons living within, humanising the city and recognising beauty in the seemingly impersonalised nightscape of Hong Kong's concrete jungle. These are the hidden social relationships or correspondences of community life, which may otherwise go unnoticed, subtly disappearing from consciousness as people become preoccupied with the meta-realities and rhythms of rapid social change in Asian mega-cities. Even as Hong Kong represents a cultural space of shifting coordinates, transforming subjectivities and uncertain futures in the new century, especially in relation to China, Pak reminds us of the inter-subjective connections and creative possibilities of the present in Hong Kong's reality of here and now. He harnesses the political, aesthetic and affective potential of the everyday so as to reimagine and resensitise us to the extraordinary within seemingly ordinary experiences of human observation, encounter and connectedness. 
